reviews of the dramatic field affected by this interaction? Does it also redefine the line of communication between the stage and the audience?" (19) . His principal concern, eventually answered in the affirmative, is succinctly posed: "Do playwrights manage to establish a fruitful critique of the workings of popular culture as such? " (19) .
This book insists throughout that a high-low split is inappropriate to the discussion, and specifically that the playwrights he investigates do not conceive of the popular imagery and milieu as below the level of their "art." Rather, he suggests that these artists move beyond such binary conceptions and into a series of idiosyncratic and important personal explorations of the place of pop in our cultural self-understanding through a delicate, "dialectical rapport" (172). As suggested above, Blatanis carefully demonstrates how the playwrights are "able to speak to their own culture from 'within,' but without being consumed by it" (22). Yet he does allow that, for many of these playwrights, "the theatre images they write in may function as openings and fractures in the contemporary cultural horizon" (22). This is not an unfamiliar trope in the postmodern vocabulary of resistance, and the idea that "fractures" move us toward a greater understanding of cultural phenomena certainly has an established critical-theory pedigree. But exactly which types of fractures or openings occur here is not always clear. Sam Shepard is by far the most commonly cited playwright within the study. That this is so attests to the idea that Shepard's dramas may present us with our most difficult test cases of "the place of the popular" in theatrical art. Blatanis reads Shepard as he reads many of these playwrights, that is, as an artist immersed in popular culture but not specifically above it, who nonetheless somehow uses the popular to create something that is inevitably other than, and almost certainly more than, popular. In Shepard's case, the question of how popular images are wielded has long been a contentious site, not insignificantly within the realm of feminist criticism that long ago called the writing to task for (perhaps) merely "playing the myths" of macho American identity, rather than somehow engaging in critical analysis of those myths. Blatanis for his part does not directly engage such questions (which are not confined to feminist inquiry, but also relate to questions of material culture generally, and other "political" arenas). Indeed he disavows that the works in his study evince "commitment to any specific political cause" (173). Perhaps that is not surprising, but the sidestepping of politics as such might make us wonder just which questions are being asked. Not all that long ago, such a lack of politics was almost always read precisely as a politics. In the postmodern world, Blatanis' study seems to confirm, everything is far more slippery than that. He does conclude fairly strongly that, in the aggregate, the playwrights investigated here produce a relatively sharp "questioning" and "overall critique of cultural capital production in postmodernity" (174).
There is a great deal to be admired in this study: Blatanis insightfully con-trasts "the flatness of the visible" (174) Most's path through this material is poised and well-researched. The opening chapter lays the groundwork by examining musical theatre that became a place where Jews might "negotiate their emergence into modern, cosmopolitan, non-Jewish societies" (13). Chapter two concerns the relationship between cultural loyalties and show business success. While the author sidesteps the issue of racism in the blackface performance of The Jazz Singer, she examines the protagonist's confrontation with his Jewish-American identity. Most also takes up Gus Kahn's Whoopee (1929) and George and Ira Gershwin's Girl Crazy (1930) , recognizing the feminizing male as portrayed by Eddie Cantor in Whoopee. The book also examines how Jewish authors, using
